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Abstract
Our relationship with the natural world--as it relates to our production of food--is
complex. Drawing inspiration from principles of regenerative agriculture, my
paintings explore the dynamics and perceptions surrounding food, health, and a
sustainable future. I deliberately use idealized images--some of which comes
from corporate marketing campaigns--to examine the tension between what is
real and what is fake.

v

1
“Magic doesn't sweep you away; it gathers you up into the body of the present
moment so thoroughly that all your explanations fall away: the ordinary, in all its
plain and simple outrageousness, begins to shine -- to become luminously,
impossibly so. Every facet of the world is awake, and you within it.”
― David Abram, Becoming Animal: An Earthly Cosmology1
Story:
I stood as still as I could, like my dad said. I could hear the leaves rustle as they
grew closer, like hearing the rain approach. It was the beginning of fall so we
both had on flannel button ups. As they approached the crest of the hill, I could
hear their heavy breathing. Don’t move and they won’t see us, my dad insinuated
with his glare. I stood as still as I could, my heart was beating out of my chest.
The herd approached with such speed, but suddenly stopped. We were circled,
standing like statues, I could feel their breath as they exhaled. They sensed
something but could not perceive it. Something was there but we couldn’t
navigate their sensitivity. They walked between us which seemed like magic. We
all existed together, at the same time in the same space. The herd slowly
continued past us though the landscape. I turned my head to watch the herd
depart. They never looked back.

1

Abram, David. Becoming Animal: An Earthly Cosmology. 1st ed. New York: Pantheon Books,
2010.
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Introduction:
I grew up in rural southwestern Virginia, on top of a mountain with my
sister, my mom, and my dad. We lived on fifteen acres in Franklin County
Virginia, where my parents still are today. Living out in the county is my life: it’s
who I am, but it isn’t easy.
As a child I would spend days deep into the woods exploring, trying to find
areas of the landscape I haven’t experienced yet. I found streams filled with
minnows and crawdads, I found natural springs busting through rocks in the
mountain side; I experienced all the wildlife around me from the white-tailed deer
to earthworms. I was able to experience the land in different stages of life from
pasture fields to rock cliffs, and my favorite: the change in seasons. Fifteen acres
is a lot of land to explore for a child, but I managed to survey every inch of that
mountain top. I could be blind folded and dropped off anywhere on that mountain
and find my way home; I felt I was a part of that landscape.
Intertwined with all that play was work, living far from town and up a milelong gravel road required labor to keep things moving. Work was instilled in me
at a very young age; those fifteen acres allowed me to see where I stood in
comparison to the natural world around me. I was a part of a system and had to
respect it. The mountain also instilled in me a need for discovery, to uncover and
flip over rocks to find connections and truths. I return as often to those woods as I
can and I am still amazed at what my senses can perceive; how it feels to wade
into the creek and feel the sand and clay between your toes as you hear the
frogs croak and feel the sun on the back of your neck. I can’t be in a situation like
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that and not feel a part of it all; the interconnectedness is central to my life and
work.
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Chapter 1: A New Way of Seeing: Regenerative Farming
I have grown fond of honeybees; they are a very complex and organized
creature. What I find so fascinating is that honeybees are one of the few living
beings that cause no harm in order to live their day to day lives. Honeybees also
benefit others when they take what they need to survive; I wish humans could be
more like them. The United States attitudes about of human superiority limit us
from being more generous, however. We see others unlike us as less than us,
from the smallest organisms to even on a human-to-human level.
In the Fall 2019 I created a series of works on canvas dedicated to
animals that were killed on the roads of my local community (Figures 1-3). I
collected their bodies from the roadside, transported them back into the woods
and laid their bodies on canvas to record their process of decomposition.
Although I didn’t quite understand my intentions at the time, I now see that this
work was about investigating the harm we humans do to others: specifically,
small furry creatures that are suffering in our direct line of sight that we do
nothing about.
This led me to the investigate the harmful impacts on human lives by other
humans. Specifically, how this impacts human lives; in their freedom to make
their own decisions and the justice of equality. I am a white cis man and my
understandings of the world and how it operates is informed by that identity. As I
experience the world and investigate it, my understandings have grown and
deepened and through my artwork I am able to investigate these new ways of
seeing and understanding of the world. In my work I am constantly seeking new
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information, new pieces to the puzzle. I am trying to make sense of my
surroundings in my paintings, using the natural world and regenerative
agriculture as a guide to help navigate.
The world we live in is built around numerous systems, specifically,
human-made and natural systems. Our human-made systems often disregard
human care and natural systems when it comes to economic gain. But if we
slowed and paid attention to what was around us – and in the process formed
relationships with the natural world – we could see how our bodies mirror our
environment. We are made from the same material: oxygen and carbon. We
have microbes running through our body just as there are microbes running
through the soil, feeding our bodies, plants, and the environments.
Regenerative agriculture provides us with a good model of how the world
we are a part of is an interwoven system, where all creatures, even humans,
benefit or suffer. Regenerative agriculture is a conservation and rehabilitation
approach to food and farming systems; it focuses on topsoil regeneration,
increasing biodiversity, improving water cycle, enhancing ecosystems, supporting
bio sequestration, fighting climate change, and supporting local community.2The
soil is filled with life and systems that are delicate to human disturbance, through
plowing and chemical inputs. Nature has its own system of organizing itself and
supporting life, and when we humans attempt to control and replicate that we
destroy the life down under the soil. This results in us relying on more human
created inputs to provide for the problem we created in the first place. This

2

Brown, Gabe. Dirt to Soil: One Family’s Journey into Regenerative Agriculture. White River
Junction
Vermont: Chelsea Green Publishing, 2018.
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disturbance under the soil then affects the life above the soil; such as the tomato
plant, which then affect the life that consumes that tomato for nutrients.
The images in my paintings are often inspired by regenerative agriculture:
from human labor/interaction to small beneficial insects, and to the fruits and
vegetables themselves. Our power is in our food, or food has the power to create
positive change, for the environment and people. If we had a better
understanding of our food, what it is, where it comes from, how it was grown,
who it supports or harms, I think we would start to see how our simple decisions
have major outcomes. If we were to understand the process in how our food is
grown naturally with natural systems, I think we would be able to reevaluate our
harm in the world.
Our food connects us but also connects with the vast majority of problems
we deal with in the world; it takes a lot for food to reach grocery store shelves. A
lot of life is impacted between the process of getting the product to the consumer.
Artists Ester Hernandez is an artist that I am inspired by, her work focuses
around labor rights and the danger of pesticide use. In Sun Mad (1982).
Hernandez appropriates the famous Sun-Maid red raisin box, specifically altering
the women into a laborer that was been worked to death by depicting a skeleton
where the woman once stood. Her work brings attention to concerns to the
current labor injustices that are connected to our food. Consumers are frequently
fooled into thinking they are buying something particular or “earth friendly.” We
are often misled into buying products that aren’t what they appear; large
corporations fool consumers by presenting goods in a way that allows the

7
consumer to think they are making progressive choices. Driscoll berries uses
brightly colored packaging to persuade us, Del Monte uses images of bountiful
farmland to make us think what we are consuming is abundant and healthy; to
our detriment we have been fooled by these large companies who present
themselves one way but deliberately act in another.
In my painting Flies, I stared to experiment with ideas of things not being
what they appear (Figure 4). I created a scene of fishing-lure flies dangling and
interacting with natural flies, asking the viewer to search for the separation
between the two. In our day to day lives we don’t always look deeper into things;
we take things as surface value and move on to the next thing. In Flies, I
discovered that images carry histories and using images that have personal
reference speaks differently than using reference images from the internet.
These images carry an overload of meaning, resulting in a lack of true
substance.
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Chapter 2: Replication and Imitation
We start to replace our authentic direct interactions with each other with
interactions that are mediated by commodities, we start to become isolated,
doing so we lose touch with our authentic desires, the machine that constantly
produces more and more things to mediate our relationship with the world and
each other…we are caught in a system that is preventing us from having direct
awareness of what is happening, direct awareness of what is actually happening,
direct awareness of our own experiences, of others, direct awareness of what is
out in the world, it shapes and replaces our social behaviors.
-Guy Debord, Society of the
Spectacle3

With humans comes a lot of control; we feel the need to control everything
in our lives because often we can. We also tend to control things or beings that
are different from ourselves, or we try to control things we don’t understand.
When I created the decomposition records series, I was in control of the how the
decomposing process would occur, besides the weather and insects. I even had
the process contained in a wire cage to prevent disruption (Figure 5). I thought I
was in control of that process, when in reality I was disrupting a natural process
and not working alongside nature. I was investigating the harm but missing the
bigger picture. When we try to control nature and replicate it, we may imitate it
slightly to our advantage, but it frequently comes at a disadvantage to someone
or something else. We spray our yard with toxic chemicals where no life can live;
we have chemicals to grow vegetable plants; we even have grow lights that
allows us to create the perfect indoor growing conditions, where we can control
everything, and not work together with nature’s natural systems. Yes, human
greed has recreated the sun.

3

Debord, Guy, and Donald Nicholson-Smith. The Society of the Spectacle. Zone
Books,1967, 2020.

9
This replication has gone a step further to digital replication. We can have
experiences now that have no physical connection to our true natural reality.
“There is no longer any distinction between reality and its representation: there is
only the simulacrum.”4 In my paintings I deliberately seek out imagery from online
sources, images I sometimes see in my day-to-day life and or images I am
confident I can recall and find online. I source my figures from porn-related
images that provide figures that are less personal to me and carry a history that I
can’t recreate. With this reference I am able to use the figure as a blank
structure, a shape I can fill with qualities that describe the body’s form, in a way
that amplifies our likeness. We have lost a connection to the importance of the
physical body, the body as a means in which we experience the world. As David
Abrams has stated, “the body is my very means of entering into relation with all
things.”5 I now see my body as a vessel that allows my consciousness to
experience the environment in which I inhabit. In my paintings the bodies lack
identification of any kind, but mirror the surround information of the landscape I
create. The figures interact with one another in human interactions while
simultaneously working toward some unknown common goal. Land and the body
hold the structure of the paintings, while echoing one another. The specific
topography of the landscape and the gesture of the body blur the separation
between them. From this standpoint, I am inspired by painter Didier William, who
treats the figure and the space similarly, yet they read much different. Williams

4

Baudrillard, Jean. Simulations. New York City, N.Y., U.S.A: Semiotexte, Inc., 1983.
Abram, David. The Spell of the Sensuous: Perception and Language in a More-ThanWorld. New York: Pantheon Books, 1996.
5

Human
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painting Broken Skies: Nou poko fini in particular speaks to my work though
body, space, and figures actions. Williams paintings are influenced by his Haitian
background, similar to how I am influenced by my identity. In Hidden Valley the
landscape and body begin to intertwine with one another, morphing land and
body together (Figure 6). I am interested when figures are interacting with one
another, when two or more figures share the same space emotions begin to
change, barriers begin to transform.
In my painting The Hierarchy, figures exist within the space but the
separation between body, landscape, and fruits are minimal. The forms often
interact directly and reflect one another (Figure 9). The soil/ground and figure
often run through one another, altering the picture plane’s organization.
Additionally, the scale of the paintings are in relation to that of the body: they are
large enough to enter and the figures are life-sized. Our environments we live in
are vast, and the more I can replicate our reality with scale the more information I
can relay. You Can’t Hide, a hand falls down from the overgrowth and contrasts
against the soiled ground (Figure 13). What makes this appendage apparent –
besides the cigarette lighter – is that the hand is scaled to human proportion. It
feels life like.
These orchestrated images allow me to alter the bodies much further
because they hold their structure and familiarity so well. The bodies in
comparison to land, or the visual spaces these bodies fill, is in a crucial element
of my paintings. My paintings first begin as graphite drawings and I continue to
bring in the graphite during the painted stages. My process of drawing gives
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attention to the body and the space: line breaks up an area while tonality can
ground it, and the two combined give form and structure. A drawn element can
appear as if it is in the process of growth or in the process of decay
simultaneously. This tension encourages more investigation. I use a projector
and tracing paper to transfer images from the computer to the painting’s surface.
As the paintings develop each element begins to require its own specific care; an
area can require a spray from the airbrush where a physical brush mark would be
insufficient. Sprayed marks at times feel weightless and fluid, while brushed
marks can feel heavy; additionally, there are times that require the visual
presence of my body and hand which a sprayed line can express. Drawing with
line, I am able to manipulate the space quickly with transfers. Allowing me to
adapt to a situation and problem solve into a solution that benefits the whole
space, I create my paintings using primarily acrylic paint and graphite; what
changes is how I choose to apply the two. I experiment constantly with new ways
of working with the two materials, often mixed heavily with water, powdered, or
sprayed from an air brush. This allows the painting to read differently in areas
which I find to further push the notion of in development or growth. With the use
of these materials, I am able to create depth by layering, and often in the reverse
by sanding back into the surface. This leads to visual transparencies within the
painting, assisting that push of depth but also interfering with the picture plane. In
my exhibition More Than Just Food, I used my gallery text as a visual
representation of my painting process (Figure 17).
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The illusionistic qualities of the visual space within my paintings are
immense. The landscape images are pulled from online sources and are often
depicted in the marketing campaigns of Hidden Valley Ranch, or the Green Giant
canned foods. I utilize the expansiveness of these landscapes at the advantage
of their familiarity and connection to food. These landscapes appear poetic and
give us the feeling of the sublime. Casper David Fredrick’s painting from 1810
The Monk by the Sea has been a painting that I return to often; it expresses the
infinite and the vast unknown. Thomas Cole, an American painter, is another
sublime artist that expresses the vastness of the landscape and glorifies the
unspoiled wildness. In my paintings I use the sublime in a similar way to express
the unknown or what waits us just below the surface. In Kant’s Critique of
Judgment, he explained, "The irresistibility of nature's power certainly makes us,
considered as natural beings, recognize our physical powerlessness, but at the
same time it reveals a capacity for judging ourselves as independent of nature
and a superiority over nature...whereby the humanity in our person remains
undemeaned even though the human being must submit to that dominion." 6 In
my paintings I am investigating the spaces between our capacity to judge
ourselves as independent and our superiority over nature. I think of nature’s
power as a helpful tool to create positive change rather than something to fear
and dominate control over.
Images we see as sublime today, specifically product advertising
images, lack the harm that is happening behind the image. For example, it may
6

Kant, Immanuel, and James Creed. Meredith. The Critique of Judgement [with] Preface
to the First
Edition, 1790. 1st ed. South Bend, IN: Infomotions, Inc., 2001.
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be a little-known fact that Clorox – the company that produces cleaning products
like toxic bleach, which lingers in our environments for years - owns Hidden
Valley Ranch.7 I do, at times, embrace E. O. Wilson’s theory of biophilia, where
he describes humanity’s stance on life as “innate tendency to focus on life and
lifelike processes,” and to be drawn toward nature, to feel an affinity for it, a love
a craving”.8
Illusion of space at this scale requires a significant amount of time; time for
me to create as well as time for the viewer to navigate. This is intentional,
encouraging movement in and out and well as through and around the painting,
allowing for speed to increase in spaces and slowdown in others. Product labels
often don’t appear as what they are and require our further investigation. I break
the figure ground relationship up into many different layers altering our
perception and discreetly prompting further examination.
The scale of the paintings is large, often expressed through the use of
triptychs or multiple panels. When I began painting with the landscape and figure
I was first inspired by Hieronymus Bosch’s painting The Garden of Earthly
Delights. I was interested in how Bosch set up his composition using the tryptic,
alongside the setup of background, middle ground, and foreground. I was raised
in a Christian household and religious art has always been familiar. I have always
been under the impression that religious art – especially in Christianity – is
designed and exists to spread a message. In More Than Just Food I am doing

7

Kurtzman, J.S. “The Untold Truth of Hidden Valley Ranch.” Mashed. October 9, 2022.
https://www.mashed.com/254830/the-untold-truth-of-hidden-valley-ranch/
8
Wilson, Edward O. Biophilia. Cambridge, Mass: Harvard University Press, 1984.
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something similar; I am trying to bring attention to the current system in the
United States.
Juxtaposing flatness with depth and transparency seems to increase the
distance you can enter. Flatness is used only in contrast to depth, to further push
us into a new space. This deliberate use of flatness in contract to depth hints at
how much of a separation there has become between us and the natural world. I
see flatness in my work as describing the shallowness of our understanding,
while the depth and transparency amplifies our likeness to our environment and
one another. I manipulate visual space to aid in slowing you down, to shift your
preconceived visual understanding in hopes that will transfer into your personal
life.

15

Chapter 3: Relationships
If you want to know what’s really going on in a society or ideology, follow the
money. If money is flowing to advertising instead of musicians, journalists, and
artists, then a society is more concerned with manipulation than truth or beauty.
- Jaron Lanier, You Are Not a Gadget9
How things are presented to us matters, specifically images that entice us
to make a decision. Online images feel as real as anything else because that is
how we are navigating the world; we live semi-digital lives. Amazon delivers
objects based on online images to your doorstep, we meet our partners though
orchestrated online images, we can travel all over the world through images in
seconds. These images provide so much freedom for alteration because of how
far removed they are from the physical. What makes them so useful, frankly, is
their familiarity: we can recall logos and mascots of popular processed food
brands just as fast as a cucumber; some children would recognize the popular
processed food brands much faster. In my work, I am investigating how these
images have the ability to do something different than they were intentionally
designed. In my painting Watch Your Back, two figures are in a physical
altercation that appears violent while also pleasurable (Figure 20). The figures
have become less isolated in the landscapes than in previous paintings, they are
now interacting. I am exploiting the freedom of these images in hopes of creating
new meaning that expresses our earthliness and my dismay for our current
cultural structure that distances us from our natural environment.

9

Lanier, Jaron. You Are Not a Gadget: A Manifesto. Camberwell, Vic: Penguin Group
Australia, 2010.
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I am often inspired by the bright red sugary strawberries on product labels
that dominate the processed foods market, cereal boxes in particular. These
generic, hyper-orchestrated images that are found in advertising, product labels,
social media, tv, video games, porn – appear in my work regularly. The list is
endless in ways in which we are directed to feel and act some sort of way, in
which we didn’t think of ourselves. As a result, there is a cheapness to our
natural experiences today. As Baudrillard wrote, “We live in a world where there
is more and more information, and less and less meaning.”10 Everything has
been shaped by humanity, anything natural we can replicate and make better,
and then disguise it as the real thing. Everything has been affected by humanity.
For example, almost everyone knows what a strawberry looks like, but most
people have no idea how to grow one or where theirs came from? Just because
we recognize them doesn’t mean we understand them and know how to care for
them properly. This leads us to treating most things the same, and different
beings and people require different care.
In my current body of work the strawberry has become an image that
presents itself many times and in different situations; strawberries can take the
form of patterned fabric or dance above figures’ heads like a chandelier stage
prop. These juicy red berries all may appear to look the same, but in different
situations – like growing in the earth, on the canvas, or on grocery store shelves
– they all require specific care and knowledge. In my paintings I use the same
images in multiple different states of being, encouraging the idea that just

10

Baudrillard, “Simulations,”.
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because we are familiar with something doesn’t mean we understand it; it can
exist in a new or unfamiliar form. In many of my paintings corn and the corn plant
appear, often in various states of being. Corn is in almost everything from
popsicles to adhesives, and in my work, I use corn as a stand in for our current
understanding and present it in different ways to express the magnitude of corns
impact on the united states food system.
Repeating a task over and over again is a major component of my
paintings. My paintings require time to grow, just like a garden. I must nurture the
work and continually spend time with it, forming a strong relationship by caring
for it. If we could see our world as an interconnected system and how efficient
and organized it is, we might reconsider our position in the world, which would
affect everything on this planet. The natural world is brutal, like James Madison
University Professor of Religion Alan Levinovitz wrote, “nature is a cycle, a cycle
of life and death and of innovation after destruction.” In my paintings and though
my process I maneuver in-between these delicate ways of being. I recycle
images repeatedly in an attempt to further my understanding of the natural world;
at times celebrating nature and our likeness and other times fighting with the
realities of the natural world. In my painting Enticed, the realities of the natural
world alongside our human systems are expressed more than in previous
paintings (Figure 24). The figures are aware of the realities that await them; the
chicken knows its fate but can’t resist the human lure, while caged human figures
hunched up in an attempt to ride out the chaos. Levinovitz writes, “However
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appealing it may be in theory, the benevolent design of nature rarely works out in
practice, requiring intellectual acrobatics on the part of those who invoke it.”11
Repetition is an element in my paintings that is present through layered
repetitive drawing and patterns. Drawn elements such as line and value are used
as a glue that holds the paintings together throughout our long relationship. I
constantly am redrawing the painting’s structures, spending time to bring the
image back to the surface of the painting.
Patterns are frequently present in my work and are created through the
use of online imagery, depicting a range of objects such as strawberries,
honeybees, to candy corn. These patterns can appear on a pair of overalls or on
something organic morphed into the landscape. In The Trap, figures are being
pushed and pulled into and out of a caged structure, they are caught in the
system and they are trying to navigate it while candy corn dance and bedazzle
their bodies (Figure 28). These patterns throughout my work feel like the sprinkle
of bullshit we use to ignore the true realities of our world; candy corn is fun and
tastes good but it distracts us from the deeper realties that exist. The use of
repeating patterns in specific areas also requires more of our attention
encouraging us to investigate that space a bit longer. The more I repeat
something, the more you see it, the more likely are you to remember it or
question it. I find repetitive tasks nurturing, almost therapeutic, a time for your
consciousness to wonder and explore.

11

Levinovitz, Alan. Natural: How Faith in Nature’s Goodness Leads to Harmful Fads, Unjust
Laws, and
Flawed Science. Boston: Beacon Press, 2020.
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These patterns repeat in a way that suggests movement, but also pause
in a way that allows you to just be in that space for a moment. Though repetition
we form relationships and when we do, we get a better understanding of what we
are in a relationship with. Repetition can allow us to grow and see the world as
something to cherish rather than exploit. We as humans create patterns often
through our actions as habits or rituals and overlook their importance. “Rituals
are lived codes that reinforce the temporal social and moral framework that
defines our identities.”12 Habits shape how we navigate through the world and
the decision we will make as a result. Instinctual natural patterning also occurs in
many other creatures: birds fly in murmuration, and there is a plethora of plant
species that impress with color or arrange their seeds to a mathematically
perfection. Honeybees thrive in honeycomb, an environment they created though
repetition: the constant repetitive action of nectar and pollen collection. This
repetitive task results in beautiful perfectly patterned honeycomb that benefits the
colony, while also leaving the environment better than they found it though
pollination; this instinctual natural patterning by these creatures and others is
abundant and beautiful.

Conclusion:
I think we have a long way to go with where we see ourselves in
comparison to everything else. My art practice, which includes painting and

12

Levinovitz, “Natural: How Faith in Nature’s Goodness Leads to Harmful Fads,
Unjust Laws, and Flawed Science”.
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farming in equal measures, is a continuously growing and learning process. I find
enjoyment in new experiences and new understandings through further
investigation, these paintings challenge major current systems in our world but
also express our earthliness and these paintings aim to challenge current
systems in the world but also reinforce our earthliness and interconnected state.
In the upcoming years I have plans to start my own farm back on the
mountain while I continue to paint. I choose to farm regeneratively because I see
it as a positive way forward for myself, my community, and the future of our
planet.
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Figures:

Figure 1: Two Deer, 2019
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Figure 2: Two Racoons, 2019
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Figure 3: Bed Sheet, 2019
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Figure 4: Flies, 2020
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Figure 5: Cage, 2019
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Figure 6: Hidden Valley, 2020
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Figure 7: Hidden Valley (detail), 2020

Figure 8: Hidden Valley (detail), 2020
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Figure 9: The Hierarchy, 2021
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Figure 10: The Hierarchy (detail), 2021
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Figure 11: The Hierarchy (detail), 2021
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Figure 12: The Hierarchy (detail), 2021

32

Figure 13: You Can’t Hide, 2021
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Figure 14: You Can’t Hide (detail), 2021
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Figure 15: You Can’t Hide (detail), 2021
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Figure 16: You Can’t Hide (detail), 2021

36

Figure 17: Gallery Text, 2022

Figure 18: Gallery Text (detail), 2022
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Figure 19: Gallery Text (detail), 2022
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Figure 20: Watch Your Back, 2022
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Figure 21: Watch Your Back (detail), 2022
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Figure 22: Watch Your Back (detail), 2022
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Figure 23: Watch Your Back (detail), 2022

42

Figure 24: Enticed, 2022
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Figure 25: Enticed (detail), 2022
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Figure 26: Enticed (detail), 2022

45

Figure 27: Enticed (detail), 2022
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Figure 28: The Trap, 2022
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Figure 29: The Trap (detail), 2022
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Figure 30: The Trap (detail), 2022
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Figure 31: Fruit Basket, 2022
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Figure 32: Fruit Basket (detail), 2022
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Figure 33: Exhibition View, 2022

Figure 34: Exhibition View, 2022
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Figure 35: Exhibition View, 202

Figure 36: Exhibition View, 2022
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Figure 37: Exhibition View, 2022
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